








































































は ｢真実｣ とか ｢美｣, ｢偉大な思想｣ といった ｢絶対
的な価値観, 理想｣ においていれば, 何ら問題は生じ
なかった2)。ところが, 今日では ｢真実｣, ｢美｣ とい
うような価値がとうてい目的にはなりえず, 逆にそれ
らの価値が問い直されるような状況にある。価値観が


































らないが, ｢文学｣ の講義にテクストとして, 本では
なく映画作品を用いた経緯をまず述べておきたい。
文学テクストのジャンルとして小説, 詩歌, エッセ
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チェックする機会をもうけた。15回講義のうち, 映画
教材を使用した授業は13回までを当て, 残り 2回は紙




























































































































































あろうか。 I. A. リチャーズ (I. A. Richards, 1893
1979) は, 詩の解釈をゆがめる要因として10通りの


































































































































































































































尊重したいのは, 作品から現実の ｢人権問題｣ へと着
目し, 自己が生きていくうえでの自戒を導き出してい













































































アンドラーシュ, ハンス, ラズロ, この三人のいずれ
もがその可能性を否定できない。この父親が誰である
かという問題を考えることは, 作品の大きな意味を問














































































































































































































































































1) ‘Before assigning blame with too liberal a hand, one
must concede that the difficulties, the inherent difficul-
ties, were immense. How do you organize the wholesale
teaching of imaginative literature, without putting the
bird in a cage? How do you construct a syllabus out of the
heart’s affections, or award marks for wit and sensi-
tivity?’ John Gross, The Rise and Fall of the Man of Let-
ters : Aspects of English Literary Life since 1800 (London :
Weidenfeld and Nicolson, 1969), p. 168.
2) ‘The study of literature, we are told, is the quest of the
True and the Beautiful as they appear in the writings of
men. ... The study of literature should be, then, the study
of an author’s thoughts and, above all, of the great ideals
into which his thoughts crystallize. ...Another point wor-
thy of consideration is the relation of literature to other
forms of art, and more especially to the art of painting.’
F. W. Moorman, ‘The Study of Literature,’ The University
Extension Journal (April, 1898), p. 107.
3) 中島俊郎 ｢ヴィクトリア朝文化研究の一指針｣ 『ヴィ
クトリア朝文化研究』 第14号 (November 2016) pp. 84
88. 以下の引用には文学授業の要諦が尽くされている。
‘Most students read some kind of fiction of their own
free will and for pleasure. This fact may lull the teacher
of fiction into a false sense of security. He does not, he
feels, have to “make” the student read fiction as he has
to “make” the student read poetry or essays. He simply
sets himself the easier problem of persuading the stu-
dent that some fiction that is “good literature” or that has
historical importance, is also interesting in itself. Fre-
quently the student does discover that the “good” story
or novel is interesting to him. Then the teacher says, in
substance : “Look, you did like that story, and that story
is literature. Therefore, you like literature, after all. You
see, literature is not so bad.” And having reached this
conclusion, the teacher may feel that the objective of the
course in fiction has been achieved.’ C. Brooks and Rob-
ert Penn Warren, ‘Letter to the Teacher,’ Understanding











バルト, 蓮實重彦訳 ｢映画の現代性｣ 『映像の修辞学』
(朝日出版社, 1980) p. 73.
5) T. S.エリオットは通時的な共通項をも求めている。
‘It [Tradition] involves, in the first place, the historical
sense, which we may call nearly indispensable to anyone
who would continue to be a poet beyond his twenty-fifth
year ; and the historical sense involves a perception, not
only of the pastness of the past, but of its presence ; the
historical sense compels a man to write not merely with
his own generation in his bones, but with a feeling that
the whole of the literature of Europe from Homer and
within it the whole of the literature of his own country
has a simultaneous existence and composes a simultane-
ous order. This historical sense, which is a sense of the
timeless as well as of the temporal and of the timeless
and of the temporal together, is what makes a writer tra-
ditional. And it is at the same time what makes a writer
most acutely conscious of his place in time, of his own
contemporaneity.’ T. S. Eliot, ‘Traditional and the Indi-
vidual Talent,’ Selected Essays (London : Faber and Fa-
ber, 1982), p. 14.










9) ‘An ambiguity, in ordinary speech, means something
very pronounced, and as a rule witty or deceitful. I pro-
pose to use the word in an extended sense, and shall
think relevant to my subject any verbal nuance, however
slight, which gives room for alternative reactions to the
same piece of language. Sometimes, especially in this
first chapter, the word may be stretched because it ab-
surdly far, but it is descriptive because it suggests the
analytical mode of approach, and with that I am con-
cerned.’ William Empson, Seven Types of Ambiguity
(London : Chatto and Windus, 1970), p. 1.
10) ‘(1) First must come the difficulty of making out the
plain sense of poetry. The most disturbing and impres-
sive fact brought out by this experiment is that a large
proportion of average-to-good (and in some cases, cer-
tainly, devoted) readers of poetry frequently and repeat-
edly fail to understand it, both as a statement and as an
expression. They fail to make out its prose sense, its
plain, overt meaning, as a set of ordinary, intelligible,
English sentences, taken quite apart from any further po-
etic significance. And equally, they misapprehend its
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feeling, its tone, and its intention. They would travesty
it in a paraphrase. They fail to construe it just as a
schoolboy fails to construe a piece of . How seri-
ous in its effects in different instances this failure may
be, we shall have to consider with care. It only those
whom we would suspect fall victims. Nor is it only the
most abstruse poetry which so betrays us. In fact, to set
down, for once, the brutal truth, no immunity is possess-
ed on any occasion, not by the most reputable scholar,
from this or any other of these critical dangers. I. A.
Richards, Practical Criticism: A Study of Literary Judg-
ment (London : Kegan Paul, 1929), pp. 1314. (2) Paral-
lel to, and not unconnected with, these difficulties of in-
terpreting the meaning are the difficulties of sensuous
apprehension. Words in sequence have a form to the
mind’s car and the mind’s tongue and larynx, even when
silently read. They have a movement and may have a
rhythm. The gulf is wide between a reader who naturally
and immediately perceives this form and movement (by
a conjunction of sensory, intellectual and emotional sa-
gacity) and another reader, who either ignores it or has
to build it up laboriously with finger-counting, table-
tapping and the rest; and this difference has most far-
reaching effects. Ibid., p. 14. (3) Next may come those
difficulties that are connected with the place of imagery,
principally visual imagery, in poetic reading. They arise
in part from the incurable fact that we differ immensely
in our capacity to visualize, and to produce imagery of the
other sense. Also the importance of our imagery as a
whole, as well as of some pet particular type of image, in
our mental lives varies surprisingly. Some minds can do
nothing and get nowhere without images ; others seem to
be able to do everything and get anywhere, reach any and
every state of thought and feeling without making use of
them. Poets on the whole (though by no means all poets
always) may be suspected of exceptional imaging capac-
ity, and some readers are constitutionally prone to stress
the place of imagery in reading, to pay great attention to
it, and even to judge the value of the poetry by the im-
ages it excites in them. But images are erratic things ;
lively images aroused in one mind need have on similar-
ity to the equally lively images stirred by the same line
of poetry in another, and neither set need have anything
to do with any images which may have existed in the
poet’s mind. Here is a troublesome source of critical de-
viations. Ibid. pp. 1415. (4) Thirdly, more obviously,
we have to note the powerful very pervasive influence of
mnemonic irrelevances. These are misleading effects of
the reader’s being reminded of some personal scene or
adventure, erratic associations, the interference of emo-
tional reverberations from a past which may have nothing
to so with the poem. Relevance is not an easy notion to
define or to apply, though some instances of irrelevant
intrusions are among the simplest of all accidents to diag-
nose. Ibid., p. 15. (5)More puzzling and more interest-
ing are the critical traps that surround what may be
called Stock Responses. These have their opportunity
whenever a poem seems to, or does, involve views and
emotions already fully prepared in the reader’s mind, so
that what happens appears to be more of the reader’s do-
ing than the poet’s. The button is pressed, and then the
author’s work is done, for immediately the record starts
playing in quasi- (or total) independence of the poem
which is supposed to be its origin or instrument. When-
ever this lamentable redistribution of the poet’s and
reader’s share in the labour of poetry occurs, or is in dan-
ger of occurring, we require to be especially on our
guard. Every kind of injustice may be committed as well
by those who just escape as by those who are caught.
Ibid., pp. 1516. (6) Sentimentality is a peril that needs
less comment here. It is a question of the due measure
of response.’ Ibid., p. 16.
11) ‘An ironical statement indicates a meaning contrary to
the one it professes to give ; an ironical event or situation
is one in which there is a contrast between expectation
and fulfillment or desert and reward. In the irony of both
statement and event there is an element of contrast. Ei-
ther form of irony, or both, may appear in a poem… the
irony of statement, and of tome and attitude, are more
important for poetry. The successful management of
ironical effects is one of the most difficult problems of a
poet. In actual speech, gesture, tone of voice, and ex-
pression all serve to indicate an ironical intention, but po-
etry must indicate an ironical interpretation in other
ways.’ Cleanth Brooks and Robert Penn Warren, Under-
standing Poetry ((New York : 1967[1938]), p. 557.
12) ‘People read the sort of writing that is in An Introduc-
tion to Literature. Because they expect it to hold their in-
terest and to provide pleasure. They may vaguely feel
that it will be good for them, but they don’t read it be-
cause it will good for them, any more than they dance be-
cause dancing provides healthful exercise. Dancing may
indeed be healthful, but that’s not why people dance.
They dance because dancing affords a special kind of
pleasure.’ Sylvan Barnet, William E. Burto, and William
E. Cain, ‘What is Literature?’ An Introduction to Litera-
ture (London : Longman, 2010), p. 3.
甲南大學紀要 文学編 第168号 英語英米文学科70
